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This thesis covers a microcosm of my involvement
with glass. It is the first written documentation of my
intentions in this art medium. For myself, its scope is
limited by the fact that I foresee a continuing maturity
in my endeavors in glass. This thesis should therefore
be considered as the first of many steps, perhaps as the
ground floor of a circuitous staircase which I am
preparing to ascend.
Light, color, illusions of space and motion, the
sheer energy required to blow glass: these are the
'muscles' that I have been learning to coordinate. The
qualities I have referred to are partially or fully
realized in most fields of art. The medium of glass is,
however, unique and quite complex. Glass has been
described as a super cooled liquid with an amorphous
structure. It is brittle, smooth, hard, but also
viscous. Glass can be brilliant or dullf opaque or
transparent, intensely colored or colorless. These
seemingly contradictory properties all describe glass in
different states.
I intend to deal with my glass pieces in terms of
optics and illusionistic potential, bearing in mind the
material's unique properties. In addition to the optical
aspects of glass, I will discuss the use of color and the
sense of fluidity and motion in my glass work. Following
the general discussion will be an evaluation of three of
what I consider to be my most successful pieces. In the
process of criticizing my own work, I hope to point out
its strengths and weaknesses as well as explaining the
evolutionary process preceding the final outcome.
"Art constitutes a unity of that which is and
that which is not yet. While the instruments,
the forms, structures, laws, etc. , are part
of the prevalent presence, what is expressed
has never existed before, so all things in
history that came to be for the first time
having no example to follow, such as the
discovery of the wheel, the first successful
airplane, or Beethoven's Fifth Symphony came
into being because man realized that they
belong to an all encompassing order, and not
because of any knowledge of their being
beautiful."2
This order is a precondition which covers all media.
Whether or not a creation, "belongs to an all encompassing
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order," is the first question one should ask before
proceeding in any endeavor. Whether or not they fit into
this order will only be divulged by time, the most
tenacious of critics. The importance of this need to seek
a unity is only beginning to be understood in the realm of
contemporary glass as an artistic expression, "Glass is
an endlessly intriguing material, it remains virtually
undiscovered as a medium for artistic expression despite
the millions of dollars lavished on its manufacture and
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the diversification of production in glass." There
exists the need to look at glass with an expanded vision
to match the expanding scope of the glass art that is
currently being created.
In my work the utilitarian aspect of glass is
subordinated to the optical qualities it contains. For
example, a glass vase of intricate coloring has certain
optical properties set up when the piece was made. The
gathering process, the coloring, and any faceting all
contribute to an 'inner life' in the piece which might
be destroyed by the addition of flowers into the vase.
In other words, the function is a token of ritualistic
value.
The optical space in a glass piece is automatically
set up due to the nature of the material and the process
of formation. Glass refracts abstract imagery in terms
of the viewer's perception which is unique in every
individual. Much of the refracted imagery is intensified
by the thickness of the wall of the glass object and by
the shape of the inner cavity, By cutting a flat surface
or stone wheel engraving a channel into a blown piece a
lens similar to those fashioned by an optometrist is
created. By multiplying the number of facets on a piece,
the viewer is confronted with both reflected and refracted
imagery. It is not, however, enough to have a facet. A
facet or other cut will act as a window; the challenge
comes when attempting to create a subject worth viewing
through that amazing window.
"Color is the element most independent of
realism, and yet the most capable of
reproducing a convincing illusion without
the aid of other obscuring devices, , .when
a second color is brought into play, not
only do the colors themselves change, but
the potential for illusion is increased.
Vivid sensation of optical space can be
created by juxtaposition of hue, value,
or chroma. "5
The subject of my work is colored glass and Marcia Tucker
states my approach to it concisely. In glass, the use of
color is far more complex than in painting or drawing.
It is not possible to mix certain colons and apply them
where and how one likes. This is due primarily to the
problem of compatability . Different colored glasses
have different, and often incompatible coefficients of
expansion, and thus cannot be used together -
In order to avoid the technical problems entailed in
dealing with a complete palette of colored glass, I have
been using varying hues of red, orange, and yellow,
combining them side by side in stripes called canes.
The intensity of the colors can be controlled by the
addition of white and clear glass. White tends to make
the color more reflective while the addition of clear
dilutes the color. The color can also have a volume
independent in form from the piece. This quality is not
so much due to the hue selected as to the placement of the
hue on a white ground. In this situation, there is a
tendency to see the color as a volume floating above a
lower plane.
The two ways of handling optical space that I have
chosen to use in my work are, (1) by pushing the color
back through respective planes and, (2) by pulling color
off and out of the respective planes, Although there is
no one set picture plane as such, color tends to recede
when looked at through the inner cavity to the color.
It tends to pull out or project when viewed from the
side that it is actually on. The effect of being pulled
out of the glass is also dependent upon the intensity of
the color. Opaque or intense colors tend to come forward
whereas subdued or transparent colors tend to recede.
Another optical effect that I employ is the use of
'line' in conjunction with color, This optical effect
is created during the hot construction of the piece.
'Line' or cane assist in creating optical illusions and
also emphasize a glass object's volume and three-
dimensionality. Caning also provides a method of
abstractly dividing a multiple visual picture plane,
setting up a focal point around which other colors flow
in horizontal, vertical, or helical directions. These
methods or techniques are all means to an end, that being
the achievement of tension in each piece that is kept
high through the space of the wall's thickness as well as
in the unity of the volume.
Prior to sandblasting or cutting a glass piece, the
presence of a color can be detected from any viewing angle
In some cases what one sees is reality, in some cases it
is a reflection and the viewer is often unable to
distinguish between the two. This feature of glass,
which can often be used to the artist's advantage, also
creates many difficulties. With the addition of color
infinite divisions are set up within a finite space.
This aspect of glass coloration makes it difficult to
interpret the glass volume clearly from all sides.
I have used three methods to enable me to control
what the viewers of my work see, permitting a color to
dominate from one angle while it is hardly noticeable
from another. Sandblasting or opacifying parts of a
piece tends to simplify complex portions and intensify
those areas which I have ground and polished. With this
method I have a great deal of flexibility in which I can
formulate a viewing plane for the observer. This viewing
plane is often the focal point for the observer just as
the eyes or mouth might be in a portrait painting. When
successful in this approach, I feel that the piece will
have a much greater overall impact.
The second controlling method that I use is to retain
a simplicity of contour. This increases the potency of
the so-called manipulation. The intricacy of the interior
is allowed to capture the viewer's attention without the
exterior contour adding unnecessary distractions.
The final method of control that I use deals with
reflected light. Portions of the piece are opacified
to prevent the viewer from seeing all the way through it
Morris Louis has used a similar technique in some of his
paintings. He 'floats' a layer of transluscent color
over an opaque ground. He continues to apply one layer
over another to achieve an effect termed "veiling".
In glass the effect is similar, the result is due to
the reflection of colors off of the ground, an opaque
layer of glass gathered in the early stages of the
formation. The veiling effect is incredibly fluid, and
to quote a description of Louis' work, it gives,
"...the impression of having been determined by uniform,
impersonal, not merely natural but elemental forces,"
When using this technique the observer can see only from
the exterior of the work to the inner cavity and not
through to the other side.
There are many elemental forces involved in the
blowing process, many of which are evident when viewing
a glass object. There are various ways to take a gather
of glass. I have found that by dunking my pipe into the
furnace and allowing gravity to pull the glass away from
the piece, the result is a vertical, striated flow of
color. This process is. also dependent upon the chemical
composition of the glass: a silver or copper based
glass will have striations whereas a cobalt based glass
8will have a uniform overall coloration. Another technique
of gathering is to use centrifugal force which will spin
or twist the color within a piece. Both of these methods
are natural and almost automatic in the blowing process.
*
My main objective in using all of the methods that I
have described is to entice the viewers so that they may
become involved with the tension, the effect of motion,
illusion, and the play of light in each 'glass object.
The following is a description of several of my pieces,
giving some idea of how they were made and an evaluation
of the results.
(See photo copies #1 and #2).
I have chosen to utilize a basic conical shape for
this vessel. By simplifying the form I believe that I
have more freedom to manipulate the colors as well as
the cutting of the glass. The color or flashing (a thin
layer of color laminated onto a clear surface), is on the
first gather of red. The bubble was then broken on the
end of the pipe and cut so that I could achieve the clear
separation between the veils of color. Along the edge
of the red I trailed another red to emphasize the break
to clear and allude to another trailing which is on the
outside of the piece. My objective in this case was the
penetration of the thickness of a glass wall with a color,
to defy the limits of a single plane or respective
gathers. The penetration of this color is further
emphasized by the pushing of the exterior trailing
through to the interior of the wall. In doing this I
have, in a sense, put an indentation in the picture plane.
A facet was placed along one side to show this indentation
of planes as well as the inner separation. The sand
blasting serves to emphasize the color and the
color penetration. It directs the viewer's attention to
the heart of the piece. Sandblasting also tends to
accentuate the beauty of the exterior form. This is due
primarily to the opacifying of the clear surface so that
it reflects light instead of letting it pass through the
piece. The bit of color which protrudes from the exterior
surface is contrasted by a vertical drag cut which encases
the entire piece with the exception of the horizontal
trailing.
In this piece I seem to have lost something in the
translation from idea to reality. The color was an
arbitrary selection which may not have been the optimum
choice for the effects that I wanted to achieve. The
application of the trailing was slightly awkward.
Although my intentions for the bit were admirable, the
execution of its application lacked a decisiveness which
I was able to achieve in later pieces.
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The success of the vessel lies in its inner-woven
triangular forms which are in constant flux as one moves
around the piece. It was of major importance when
conceived and executed. My initial enthusiasm about the
piece has decreased with the creation of work that more
successfully conveys my intentions. The piece does,
7
however, belong to that "all encompassing order".
It is a piece that had to be. a vital step in the overall
progression.
(See photo copy #3).
"Plane Cane", represents a premeditated concept in
which the viewer is confronted with a visual depth both
within the wall and between the near and far walls. This
is achieved by placing varying hues of caning parallel to
each other and then picking them up on the piece. A
gather of crystal is taken over the caning and a similar
process is repeated. Because the canes are of varying
intensities, the colors seem to occupy a volume of their
own. The fact that they are warm hues increases the
sense of fluidity in the piece. Had the canes been blue
or green the effect of vertical motion would have been
minimized. The exterior contour is simple. The sand
blasting masks unnecessary complexity while the cuts
enhance the strong points of the piece. The cut areas
also add to the sense of motion created by the color.
Three facets run the length of the cylinder. The middle
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facet is a nearly complete loop, wrapping the form on
the top and bottom as well as along the sides. This
facet is yet another method to enhance the fluidity of
the color while unifying the piece.
The main problem with "Plane Cane" is one of
proportion. Either the width is too great in comparison
to the height, or it needs to be taller in keeping with
its width. There is also a slight flair at the lip which
is visually disturbing. Other than these minor flaws,
"Plane Cane" stands above my other work in a decisive
step forward.
(See photo copies #4 and #5),
In "Cane Progression" I finally succeeded in my
efforts to make a color truly penetrate the crystal. The
piece was experimental in terms of technique, but I
believe that it transcends the experimental stage in the
power of its presentation, I simplified all possible
aspects of this piece in order to see if my technical
concept would work. A single bit of color, one simple
cylinder, and two deep cuts all contribute to the success
of "Cane Progression". The actual penetration through
the wall thickness is visible through the window-like
facets. The optical effects are magnified due to the
depth of these cuts. The strengths of "Cane Progression"
are in its simplicity as well as in the line quality of
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the color upon exit from the wall. There is a thin
flashing of white at the top of the cylinder which
partially blocks a segment of the color existing inside
of the wall. This occurs in one window while in the
other, one does not look through the inner cavity but
along the wall to see the same portion, This forces the
viewer to take special note of the color in relation to
the inner wall and its movement to the outside surface.
I took the liberty of overstating this relation by
leaving the color in its original glossy finish while
sandblasting everything else except the windows, I am
still very excited about this piece, so much so that I
have difficulty in criticizing it. The wall thickness is
slightly uneven and the exterior form is less cylindrical
than I had intended, but I feel that these problems are
minor. Color will play a more important role in future
endeavors of this type.
In summation I would like to refer back to the
statement about the "unity of that which is and that
which is not yet." Essentially this unity takes on two
distinctions in my work. The first encompasses both
the finished pieces and the work of the future. The
second phase is a unity within each piece.
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The first aspect of unity refers to time and its
effects on all art. I believe that for any artistic
endeavor to withstand the effects of time it must be
more than a lightly made statement. My statements in
glass are of a nature which will, I believe, be just as
valid in two hundred years as they are today. They
contain elemental qualities that have in some way
challenged artist and viewer alike for thousands of
years. The approach each artist chooses to take is as
unique as the artist himself. I hope to meet this
challenge head on in my future work.
The second aspect of the unity must come from within
This containment must be felt from the inner cavity to
the outer surface of the glass and with a 360 degree
viewing range. I believe this unity to be one of
composition, juxtaposition, coloration, form, fluidity,
and clarity. All of these describe components of
creation not only in glass, but in any artistic media.
The dual aspect of unity is a problem which each
individual is challenged to solve in his work.
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